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PREFACE
It should be noted that in essay I, Content, pp. 1-11
and, occasionally, at other points in this paper the term
"man" and
its pronouns are used as inclusive of both the male and female sexes.
Although recognizing this device as chauvinistic, it was used solely
for the sake of readability. In this case, the chauvinism of the
English language and its American usage was bowed to.
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Thesis Proposal
for
Master of Fine Arts Degree
College of Graphic Arts and Photography
School of Photographic Arts and Science
ROCHESTER INSTITUTE OF TECHNOLOGY
Title:
People, Plants and Animals (working title only)
Purpose:
To explore the lives of pets* and their relations with their
masters.
Submitted by:
Clifford Haac
Thesis Board:
Chief Advisor - Bradley Hindson
Associate Professor
Rochester Institute of Technology
Associate Advisors - Betty Hahn
Associate Professor
Rochester Institute of Technology
Robert Arlett
Ph.D. Candidate of English Literature
Tulane University
Scope and Procedure of Thesis:
My thesis has a basis in my personal life. My wife and I have
a dog and cat and several plants. It is from trying to understand
them and the implications of our lives together, that my interest grew.
From this beginning, my interest has spread to other people and their
-I use the term pet to include plants because I believe them to
fulfill some of the same roles as other pets. It also implies that
these animals are non-functional to man in terms of his survival.
pets. I hope that my pictures will give me (and hopefully others)
greater insight into my life and their lives.
Although the primary focus of the thesis will be on the lives
of pets, I am, also, interested in them as they relate to their masters.
In this context, I will be dealing with them as friends, playthings,
symbols, and objects of ornamentation.
I believe photography is especially adept at this kind of
exploration, and that this thesis will allow me to further develop my
own aesthetic. It will, also, allow room to continue experimenting
with various techniques such as the use of a flash at night and hand
coloring selective areas of prints.
The thesis will culminate in a show, including a written piece,
approximately fifty photographs, and some tape recordings. My resources
will include libraries, the George Eastman House Research Center,
personal contact with my advisors and other people, and my eyes and
mind.
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I. CONTENT
Nature has always presented man with innumerable conundrums.
Like all species, man must adapt to and deal with nature while he,
himself, is a walking hunk of that nature. He, however, must also cope
with his consciousness of this duality. The approach to this thorny
matter has varied considerably in the past.
With the discovery and use of tools, man began to create a
distance between himself and nature that has haunted him ever since.
Having appropriated the power of tools and fire, he slowly abandoned
the symbiotic relationship with nature that other species enjoy.
Magic became his handmaiden; he, her servant. The rites and
symbols of primitive man's magic particularly exemplify his new
relationship to the rest of nature. One of the earliest pictorial
images recorded by man can be found in the Lascaux cave of southern
France. Here, he attempted to influence and master the hunt through
2
magical symbols and drawings of soon-to-be-hunted animals.
Herbs and plants were also employed in the world of primitive
magic. They were essential ingredients in charms used for healing as
well as curses. Through them, man believed he inherited psychic power
that could dominate other-worldly elements and his fellow man.
In primitive societies, tribal man embodies his association
with the natural world through ritual. During the rite of passage, a
boy, after being circumcised, loses his animal body and passes into
manhood. The gods and elders of the tribe, then bestow on him a totem
animal which is to be his animal soul. In subsequent rites, this new
2man will "become" the totem animal in an attempt to civilize this
animal soul. Modern man attempts the reverse; he tries to change his
animal pets into humans.
Primitive man's world view and self-definition bound him to
nature in unconscious, inexplicable and submissive ways. He still
defined himself in terms of the seasons, the wind, the stars, and the
other living beings that he found in his midst. He believed that each
earthly inhabitant, whether animate or inanimate, possessed a soul
that required respect. He had not yet taken the step which would sever
him from the rest of the world and leave him turning around in his
reality-realized fantasies.
On the advent of the agriculturally based, stable society, man
firmly parted company with the rest of nature and began a journey of
ever increasing separation. With each new divergent step, his
consciousness of the split was honed to an ever finer edge. No longer
a migratory being with a rudimentary knowledge of tools and fire as
his badge of distinction, man became the architect of constructed
worlds and social realities. Nature did not give up her powers nor
did man lose his dependency on her. But, he was determined to play
the game with new rules, his rules. Western religion mirrors this
situation in the story of the garden of Eden. Here, man ends his
innocence and unconscious, unfettered union with God by breaking the
one divine taboo. He abandons his symbiotic relationship for the
possibility of his own decisions and rules and, at the same time,
3receives, unwittingly, the knowledge that will alienate him from God
and other creatures until death.
As cities sprang up and furrowed fields spread out to the
horizon, the face of the earth changed. Before man had lived in
nature's habitat; henceforth, he arranged nature to suit his fancy
within the cities and societies he built. Now, man's reality differed
sharply from his animal compatriots. He not only radically redefined
space, he, also, constructed time. As Jorge Luis Borges writes,
[he] thought, as he smoothed the cat's black coat, that this
contact was an illusion and that the two beings, man and cat,
were as good as separated by a glass, for man lives in time, in
succession, while the magical animal lives, in the present, in
the eternity of the instant.*
Included in this dimension of temporality is man's own end and his
unique possession, the consciousness of his own mortality.
Muddling through time's corridors, man continued to approach
nature (and his conception of himself as distinct from nature) in
varied and shifting forms. The great ancient cultures formalized
their relationship with nature. Animals often represented divinity.
In ancient Egypt, dogs and cats were worshiped as earthly representa
tions of divine beings. Cats and dogs on death were embalmed and
buried in special cemetaries. The inhabitants of a house where a cat
had died a natural death would shave their eyebrows, and when a dog
died, they would shave the whole body including the head.
In both Greek and Roman mythology, the various gods could change
their own and often others' morphology into animal forms at will. Even
Judaism, with its absolute emphasis on one God and the absence of any
4graven and false images, relays that God appeared to Moses as a
burning bush.
Often, animals were slaughtered and sacrificed to the gods;
man, now, subverted nature for his own moral values. It is said that
Pythagoras sacrificed a hundred oxen to the Muses for his discovery
of the theorem + b2 = c2 .
Animals, also, began to be used in sports and as useful tools,
status symbols, decoration, and companions. The Assyrians instituted
the royal lion hunts. These were ceremonial combats where:
the animals were released from cages within a hollow square
formed by troops with shields, for the king to kill. (Presum
ably, at a much earlier time, the hunting of lions in the
field had been an important duty of Mesopotamian rulers as the
"shepherds" of the communal flocks.)
In their gladiator games, the Romans, too, employed lions whether
against a trained gladiator or an unarmed Christian.
With domestication came the working animal. The dog served
many useful functions: protector, herder, companion. The horse was
transformed into a vehicle of transportation and an assistant warrior.
Hannibal even employed elephants in the fighting work of men. But the
charm, value, and mystery of animals could not be confined to just the
world of work. They became status symbols; the royalty of Egypt kept
Q
exotic pets brought home from various conquering adventures. In all
societies, they were used as a medium of exchange and a sign of value.
And from the beginnings of time, their bodies, songs, and forms have
been used as decoration. Ancient Persia made extensive decorative use
of animal motifs (the animal style).
5In a piece of ancient Sumerian art (inlay on the soundbox of a
harp), one of man's earlier attempts at anthropomorphising animals
can be seen. Here,
animals [are] performing a variety of human tasks in
surprisingly animated and precise fashion: the wolf and lion
carry food and drink to an unseen banquet, while the ass, bear,
and deer provide musical entertainment.
Of course, Aesop immortalized a species of animals who act and talk
like Homo sapiens.
Plants, too, were stripped of their mere survival significance.
Many maintained their status from more primitive times as mysterious
healing powers. Others' beauty was crushed and pulverized into
cosmetics for the enhancement of the human face. And like the animal
kingdom, the plant kingdom was used by man to decorate his landscapes.
As centuries passed, man clung to the interpretation of reality
as the manifestation of the divine. He refined his pursuit of the
ideal and his delineation of demons. In the Middle Ages, Western art
was preoccupied with the Christian representation of divinity. And,
most intellectual occupations centered on the elaboration of good and
evil, light and dark. The dark side of nature reached stardom with
the ascent of the "Devil," a blend, physically, of grotesque human and
animal characteristics. Mst sources agree that he possessed a cloven
foot, an attribute binding him to one of the most unclean animals, the
goat. Dante, in the Inferno , gave a more detailed and vivid descrip
tion, outlining for his readers the monster's three faces, six eyes,
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bat-like wings and shaggy flanks. Cerebrus, the three-headed dog
who served as Satan's Igor, also gained lasting preeminence in
6the Inferno, although he is a product of Greek mythology.
The darker side of the cosmos made its appearance in medieval
art in the form of the Romanesque beasts (c. 1050-1200):
They belong to a vast family of savage or monstrous
creatures in Romanesque art that retain their demoniacal vitality
even though they are compelled ... to perform a supporting
function .... Their purpose is thus not merely decorative
but expressive; they embody dark forces that have been domesti
cated into guardian figures or banished to a position that
holds them fixed for all eternity, however much they may snarl
in protest. --3
But animals were not confined totally to a demonic, savage role.
The unicorn was a magical, medieval animal: a marvelous combination of
animals, crowned with a single horn resting on his forehead. And, in
many medieval paintings of the nativity, one is reminded of the loyalty
and kind nature of the donkey and manger animals. Finally, throughout
Christian mythology, Christ is often pictured as a sacrificial lamb.
Similarly, the plant world continued to play a dual role.
Vervian (a herb) was a common part of the mythical and poisonous
"witches brew." It was, however, also believed to ward off the "evil
eye" and be a potent love powder. *
With the Renaissance, man shifted his orientation from the
divine to the human. He turned his gaze from the heavens to the world
around him and began to take a new look at the natural reality that
surrounded him. The old explanations of the firmament (from the closed
systems of Aristotle to Aquinas) gave way to a new basis of truth,
experienced fact. ^ A new examination of nature can be seen in
Leonardo da Vinci's notebooks where sketches of people, plants, and
7animals probe into the configurations of anatomy, botany, and physics.
Inherent in these investigations of nature was a new feeling about
man's environment. One of Petrarch's attributes that
earned him the designation of the first modern man [was]
his love of nature, evidenced by the descriptions of Vaucluse
in his writings and the then unusual feat of mountain
climbing.16
In art, Renaissance man endeavored to depict his subject in
true-to-life terms. A sense of realistic space was achieved through
the use of scale and perspective. Figures began to conform to
naturalistic proportions, and living objects gained vitality with the
attention to anatomical detail. This was a basic departure from the
past. In fact, "Paolo Veronese was reproved by the Inquisition in
171573 for putting the real world into a sacred painting."
The Renaissance aesthetic was not confined to only canvases
and sculptures. The Medici commissioned the Boboli gardens with its
lawns and trees, artificial grottoes and sculptures, fish pond and
lemon grove. The gardens were constructed by Ammannati and
Buontalenti following Niccolo Pericoli ' s structural concept
(il Tribolo). Not only realism, but also the concept of rational'
order played a part in man's thoughts about the world.
As the Renaissance evolved, these twin ideas, rational order
and realism, were supplanted by the percepts of poetic vision and
idealization. Visual effectiveness and the snaring of the viewer's
emotions took precedence. Mannerism amplified this emphasis, claiming
the standard of inner vision over both the natural and the ideal. '
8In the eighteenth century, reason and poetic vision inter
sected within the Romantic frame of mind. The philosophy often
embodied many of the trappings of a "back to nature" movement. The
Romantic's vision of nature assumed that nature was essentially good
if unhampered and unpolluted by man. Rousseau argued for maintaining
the virtues of the noble savage and the natural innocence of childhood.
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Nature was now enfolded in a cloak of wildness and sublimity.
A curious materialization of the preceding principles was the
English landscape garden. Invented in the 1720 's by Lord Burlington
and his friends, it was
carefully planned to look unplanned, with winding paths,
irregularly spaced clumps of trees, and little lakes and rivers
instead of symmetrical basins and canals, the "reasonable"
garden must seem as unbounded, as full of surprise and variety,
as nature itself .... Such sentiments were not new; . . .
But to project them onto nature itself, through planned
irregularity, was a new idea .... The landscape garden,
a work of art intended not to look like a work of art, blurred
the long-established demarcation between artifice and
reality . .
Facilitated by the eminence of reason and spurred on by poetic
vision, the era of science and its accompanying technology and
industrialization overtook man. With this revolution in thought and
discovery, he began to believe that he could finally learn the secrets
of the universe. The newly revealed structure of nature (the atom,
relativity, etc.) allowed him the heady feeling that he had, finally,
gotten to the bottom of things. Possibly, alchemy really was within
the grasp of man. He had just been following the wrong routines.
With the new formulas, he "could" control, manipulate and design his
9environment. There was the luring possibility that maybe he would no
longer be dependent on the complicity of nature, god, or anything else.
Man reached to mysterious and previously forbidden realms, exerting
influence over the weather and his own genetic makeup. The boundaries
between man and nature, reality and artifice, were rapidly changing.
Art, following the lead of science, began to look at the
underlying structural basis of visual expression. The Impressionists
dissected the visual effects of light. The Cubists investigated pure
form. Today, the conceptual artist has abandoned the indirect approach
to the viewer through the eye and relies instead on conceptual
communication with the mind. At times, however, this approach, as it
continues ad infinitum, seems to reflect at the end only a vast pool
of nothingness.
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The continual search for the bedrock foundation of the world
and the dissolution of the barrier between reality and artifice has
left man in a quandary of neurotic confusion. In his everyday life,
this confusion can be seen in his relationship both with the land he
lives on and with his pets. Particularly in suburbia, lawns are, at
times, viewed as extensions of the living carpet. They are not to be
soiled either by marauding weeds or neighboring dogs. Bushes, trees,
and flowers may be placed around much like furniture. And since this
all requires a considerable investment, there is occasionally the need
to clothe the poor "bush" with drapes of burlap to protect it from
the elements (thesis photo #15). Or, more rarely, the "living lawn
objects" may have to conform to the housecleaning schedule of the
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lawn's owners. There is a photograph in Bill Owens' Suburbia which
shows two teenage boys picking the fall leaves off a tree in
preparation for winter. ^ This approach to nature has driven the
wildlife from these neighborhoods; man compensates for the loss of
these wild creatures by placing bright plastic flamingos or plaster
deer on his lawns (thesis photo #45).
Houseplants, now, enjoy an anthropomorphic status that was once
reserved for animals. There are books describing the secret life of
plants, and talking to plants is acceptable behavior. But, in no way,
do they approach the pampered plane of their animal counterparts.
Domesticated animals have become a business in themselves.
In the spring of 1973, "pet foods surpassed coffee as the leading
25
seller, nationwide, in the dry grocery category of foods." Dog and
cat foods in a maze of gourmet flavors please the most finicky pet
owner. Whether Morris (the "commercial" cat) is quite that finicky
is another matter. In addition to supermarket fare, there are now
butcher shops and gourmet delicatessens for animals in New York
26
City. Many dogs visit the local "poodle parlor" as often as their
owners visit the hairdresser. And if the owners decide to pursue a
whirlwind tour of Europe, the dog can sit back and enjoy himself/
herself at a posh kennel. Finally, when age has worn out the pet and
death is stalking its heels, it can exit conveniently by means of
euthanasia and be properly buried in one of many pet cemetaries.
Unfortunately, the owner, when overtaken by age, may have to retire to
a nursing home and wait till death finds time to shuffle his or her way.
11
Americans, however, are not the first to give prestigious
status to animals. In Muslim legend, ten animals inhabit paradise,
27
including Jonah's whale, Solomon's ant, and Muhammad's ass. The
effect of this anthropomorphizing on the animal, itself, is another
question.
As man strives to make his pets more human, scientists continue
to gather evidence that erodes man' s belief that Homo sapiens is
superior to all others. Jane Goodall has shown that primates are
also tool-using animals. Psychologists have taught chimpanzees sign
language enabling them to formulate and "speak" simple sentences.
Not only is man learning that some of his abilities are not
totally unique, he is also experiencing his inability to master his
environment. The scientific wonders of yesterday steadily transform
themselves into today's malicious monsters. And yet, man continues
to construct and concretely play out his mind's fantasies of nature,
himself, and their relationship. But, as he is only lately coming
to realize, there are some limiting factors. His dreams and conceptions
are trapped within a piece of nature, his body; and his stage is
limited, at least for now, by the finiteness of the earth. In
addition, nature is always too slow to match man's ever increasing
demands and too fluid for him to grasp and contain. Even with history,
science, and planning, man cannot anticipate the totality of nature's
response to his actions.
II. FORM
The world is undergoing many changes, the tempo of which is
increasingly rapid. Photography has had a dual role in this process.
On the one hand, it has added to the proliferation of visual images,
and thus led to minimizing their effect on the viewer, i.e., the
mediuqi is the massage. It is, however, also a tool which serves to
preserve our past, to memorialize moments into nostalgic memories.
The sensory overload of day to day life has added to a need for
personal mementos to preserve our own past and maintain the logic of
ourselves. In this social context, the image comes to the viewer, at
least subconsciously, as the representation of the irrational as well
as the comprehensible aspects of our world.
With this perspective, the artist -photographer has several
choices in his/her pursuit of viewer empathy. One is to place a high
value on "shock," to choose a subject or approach that will alienate
and thus produce a reaction. An alternative is to produce images which
are not threatening and are intended to draw the viewer closer whether
28
through curiosity, beauty, or humor.
In producing Domestics I_, it was my intention to create an
initial identification between the viewer and the images through the
29
use of several devices. The "snapshot" approach was used to create
a link between the thesis and the viewer's own childhood pictures
(the family album). The brown tones were further reinforcement of
nostalgia.
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In terms of the pictures, themselves, the subject matter
(pets and plants) was conceived in terms having a strong emotive
significance for the audience and myself. Furthermore, their
presentation as large, simple forms centrally located (the main subject
matter is seldom cut off by the borders) allows easy access for the
eye. The effect is tranquil and inviting.
But this is the overview. Were this the total of the images
and of their purpose, they would no doubt be boring. These images
contain more. There is humor in the transition of leaves into legs
and feet (thesis photo #10) and tragedy in a fenced dog (thesis
photo #11). There is visual interest in the use of pattern and
contrast, the intersection of foreground with background, and in the
presentation itself (e.g., the similarities and contrasts in form,
composition and/or content from one image to the next). Once the
eye has been attracted to the image or images, there must be more to
sustain the initial interest. It is only after the viewer has been
"caught" that the artist can begin to imprint any point of view out
side of the observer's own preconceptions.
Perhaps, by delineating the aspects of a particular image, I
can clarify the relations that exist between idea and execution in
Domestics J_. The photograph of a dog with two people embracing and
plants in the background beneath a half-shaded window (thesis photo
#20) is an appropriate example because it is one of the few which
contains all three subjects of the thesis: people, plants, and
animals. It is atypical since it does not have a large centered
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subject. Instead, the eye is pulled into the image by the light
areas (the white dog and sunny window) which stand out against the
overall darkness of the print.
Once past this point the observer is "caught." S/He will
notice the two figures embracing, the awkwardness of the hand and of
the dog's head, and, perhaps s/he will even notice the similarities
of the curve in the figures' back and the arched doorway. His/Her
eye may further be carried to the bright window and notice the plants,
the television set, and the reflections of light on the floor that
return again to the dog. Somewhere along the line questions will be
raised. Why is the dog's head not on the floor? What's s/he doing?
Why is the hand so strange? What does the dog have to do with the
couple? What does the couple have to do with the room? The plants?
How does this picture make me feel? What does it have to do with me?
Can I identify with the people? The dog? The situation?
When these questions are asked, I have begun to make an
impression. I have used parts of familiar consciousness to sail into
uncharted seas. I have visually tried to fulfill the role of
John Gardner's Sunlight Man who
could quote things at great length (there was no way for
them to know whether he was really quoting or inventing) and
he had an uncanny ability to turn any trifling remark into an
abstruse speculation wherein things that were plain as day to
common sense became ominous, uncertain and formidable like
buttresses of ruined cities discovered in deep shadows at the
bottom of a blue inland sea. 30
III. PROCESS: NOTES TO MY CAMERA31
The time spent in creating a series of interrelated photographs
can roughly be divided into three categories: procurement of the
images, selection and printing, and organization of the presentation.
These categories are not isolated but overlap and are, at times, all
in the mind simultaneously.
The pursuit of imagery is an ideal example of the complexities
of the process. It is fairly simple to take a camera and go looking
for animals. This, then, becomes the trigger mechanism, a given.
Once confronted with possible subject matter, the concern becomes
circles, squares, triangles, placement, centering, contrast, dark,
light; affectations and relations.
There is a continuing need to go from this middle ground (to
think pet again and, also, not to think at all) to become a part of
what is going on. The performance of mechanism must at times become
intuitive so that the "I" can concentrate on form and, also, on being.
What is really being suggested is that there are three forms
of consciousness that the photographer may assume to produce a
photograph. S/He may act on a simple content to camera level where
s/he centers an object or event in the viewfinder. Or, his/her
concern may be more with the graphic content and interrelationships
of the subject matter. The third level is the least conscious and
most metaphysical. Here the process and thought of the first two
levels are reliant upon chance and upon the degree to which they have
become inculcated. The photographer is no longer an observer but
rather a participant.
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All of these states of consciousness are capable of producing
a "good" photograph. One of the nice things about using a 35 mm.
camera is that it allows for a change of consciousness without
breaking the train of thought. This is not to say a single image is
dependent on only one of these levels, but rather that one is dominant.
Being able to take several photos in rapid succession allows for a
change in the dominance . . . photography moving from objectivity to
subjectivity . . . distinction between the camera creating (when I am
not aware of what is happening) and moments when I create and the
camera is in my control.
The process of photography becomes intuitive; it is in part
left to chance. This allows the photographer to become involved in
the game of seeing. Throughout this interplay, however, the artist
has to surface to some form of thought or objectivity. S/He must
question his/her role and/or directions before resubmerging.
Specifically in photography, this may and does take place at many
different times: during shooting, while looking at the contact sheets,
and, finally, while looking at the final prints.
The camera does not lie; it simply sees differently. It records
unnoticed detail and as such sees more. It plucks forms out of
environment and, therefore, sees less than the eye. It can record
motion or stop motion at your will but not lie. To see more or less
or differently is not to lie. We are the lies, the ones who construct
what we see into "truth."
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Art is not science. They have contradictory natures in spite
of certain similarities of process. An artist must use science and
vice versa, but they are not one in the end.
Otherwise, I could consider myself a scientist.
If a tree falls in a forest
unbeknownst
It falls with a loud crash.
Perhaps I am too ethereal. "Art" has a way of enveloping one's
self in the midst of a white tower. I consider these pictures as my
beginning, one that will, hopefully, retain some personal as well as
general significance.
Play must be the most important element of photography. Play
can be struggle, but it must all be worthwhile; it must flow.
Art is amoral. Let there be no mistake; the moment is all
important and I am its creator.
Of each moment, there are a thousand different endings. The
camera, because it can stop a moment, makes us aware of the
uncerti--
tude of what happened after the shutter was released.
The moment freezes all into equals, each moment equal . . .
each tragedy great and small, equal in the moment. Each participant
feels the comedy or tragedy of the moment just as acutely whether
the social value be more or less than others. It is the camera which
captures these moments . . . freezes them into an objective frame.
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The camera places no values, leaving that to the viewer.
The camera constructs comparisons, even metaphors. Isolating
environments and objects invites comparisons. Forms are compared as
are objects within the frame. Placing these images side by side
continues the metaphor. The viewer extends this process to infinity.
It is contrast and linkages that, for me, create the interest in
a photograph. Triangles and circles, blacks and whites, smiles and
frowns linked together in their structure. The metaphor, that is the
image, reaches beyond itself and into our experience. It is a
combination of opposites and tensions, the contrast between what we
would like to be and what we are.
Duality of strangeness in each moment, impending doom or
something else versus the warmth and beauty of what is real and
existing for me. Consider the Egyptian worship of cats juxtaposed
against man as superman, having the possibility of unlimited action
and choice, God Man with power over all.
#1
Distance from subject is constantly varying
In
Out
In
Out.
Involved in the subject enough for spontaneity
and understanding,
Yet removed enough to compensate for light and
forms to become
Meaningful.
19
So the photographer is always egocentric
playing his own game
that is only halfway
in what the rest of the world knows.
#2
One of the extensions of this idea is that
Pets live in a world constructed by
Us,
In which not all of our constructs are
Apparent to them and vice
Versa.
How much of our world is real to
Them?
How much real is real?
2 + 2 = 4.
One of the hardest parts of the thesis was the final editing.
All the pictures had survived numerous other editings. I had become
attached to them all. How to take the opposite viewpoint ... to
attack all the weaknesses of the images ... to twist them around and
have them prove their merits again and again?
Some were beautiful graphically; some were unfathomable scenes
and objects. Some that just didn't fit.
How did I know which to keep and which to delete? Certainly
every image was evaluated in terms of graphic relationships, content,
and print quality. But beyond this, there is a realm of purely
emotional responses which must be considered. Editing becomes an
intuitive process that is aided by, but is not solely intellectual
acumen. Like the process of photographing, it is a multi-leveled
experience. Here again is the in-out movement, the shifting between
emotional and rational consciousness.
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Obviously, I'm trying to say something . . .no, not really
something but some things. I mean I have a theme look at all those
dogs and cats and plants but I don't have any one thing to say about
them. Besides, they're doing a lot of the talking themselves. Every-
once-in-a-while, I point the camera in a weird way or use a different
speed or depth-of-field. But mostly it's just a matter of
centering . . . , of placing what I want in the middle.
Photography really is simple if you want it to be. If you can
distinguish the interesting from the mundane and content from form,
you have the basic tools. A large part of being a good photographer is
being a good editor.
My photography deals with what is good, be it ever so strange.
I call it good because I believe I empathize with my subjects. Even
though they are monumentalized, they seem to have considerable warmth;
they connect with the viewer on several levels of personal experience.
I tried to capture people and their domestics on film. From
this point, I narrowed the focus to the domestics themselves. The
pictures are about the juxtaposition of the comic and the serious.
They are very static, formal . . . reinforcing the serious aspect.
On the other hand, they are images of unusual, sometimes bizarre animals
and plants, singly and in conjunction with humans. This lends to their
comic nature.
But, I am deadly serious about both the comic and the serious.
They are important to human relations regardless of the values
individuals place on them.
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By using nostalgia, I am not really avoiding the hardness, the
incomprehensibility of our lives. Instead, this device allows the
viewer to come closer.
You see there are many directions, indications of possibilities,
and to follow only one seems limiting at this time. This thesis is
the wandering of imagination (within bounds, of course). Each image
and group of images pursues no specific goal but hopefully creates
some unifying impression.
There are many ways of approaching the macrocosm. Mine is
through a microcosm implying a larger (yet still limited) perspective.
Unlike Ulysses, it has not touched on the total range of human activity
and thought. It is not a day in the life of man but rather a moment of
that day.
This short moment has implications rising vertically towards
the macrocosm. Mine is not a work of epic proportion but rather one
32that aspires.
Pets are things you care about . . . images of yourself ... in
life and death . . . good and bad memories . . . experiences you once
were and experiences you will be. We can live vicariously through our
pets; they are our active metaphor.
There is the idea of input from our culture acting upon us
without our knowledge. It becomes a part of our personality,
influencing our emotional responses to stimuli (acceptance, rejection,
depression, etc.).
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In Athens, we had just walked into the royal gardens. I was
about to take a picture of a row of palm trees, when a cat rushed into
the center of my vision and killed a small bird. In the process of
capturing its dinner, it crushed several petunias that were part of a
floral design. There was something absurd in the transition of mind
from a purring ball of fur on my lap to a tigress, pouncing on her
prey. And all in a flash!
The rest of the park was really beautiful, and the shade was a
welcome relief from the heat. There was a small zoo in the park and a
pond with swans. As we left the park, I noticed the cat's lair through
the park fence. In dappled light, the mother cat stood guard over a
nest containing several kittens. For me this almost broke through the
reality of our world. This was a dramatic moment for in that cat I
saw the transition of ages.
For me, these images represent, on one hand, some part of a
mass neurosis that is part of our lives. Yet, I love them all, for
they are part of my being, our present. It doesn't seem natural to
place a gravestone over our pets nor to wrap bushes in burlap, but
such are the idiosyncrasies of our age, identifiable, lasting images
of our mind and soul.
All of these things point to our neuroses. We love them all
the more because, in our complex society, they are simple, close to
our own roots in the forest. Pets do not question love; they are
seldom irritable and always loyal. And for all this devotion, you
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only have to feed them. It is all so much easier than with human
friends.
There is a T.V. commercial for Choice Morcel cat food in which
a cowboy in a white hat saunters into a saloon and asks for Kitty. He
is informed that she is upstairs but will "scratch his eyes out."
Oblivious to danger, he confronts her upstairs with his brand of cat
food. There is a break, and we come to see the handsome cowboy holding
Kitty, scratching her stomach.
The commercial is beautifully done. Light glistens from the
cowboy's ivory handled pistol; Kitty is set in the midst of white satin.
Everything comes together to produce an air of sensuality. Obviously,
the skit is a takeoff on the white knight returning to his fair damsel.
The surprise ending of finding a cat in her parlor, instead of a lady,
is a brilliant invention because it augments our interest without losing
the sensuous quality.
This commercial is doing a lot of things that I'm trying to do.
IV. MECHANICS
The use of Kodalith Ortho Paper as a continuous tone material is
a mechanically simple process, but it depends a great deal on critical
timing and an experienced eye in the darkroom. In this respect, it
combines a sense of craft (more so than with traditional "silver
papers") with basic darkroom procedure.
All prints were exposed for one minute with an aperture of f.8
and developed in Kodalith Super RT Developer (mixed 1 part A to
1 part B to 4 parts water) between 60 and 80 Fahrenheit with constant
agitation. They were fixed and washed, and then toned in Rapid
Selenium toner (mixed 1 part toner to 1 part hypo clearing agent to
10 parts water) for approximately five minutes and washed again.
Development is the most critical of these steps, for it is here
that contrast and exposure are controlled. To produce a print of
normal contrast, the image from a flat negative must be developed at
a higher temperature (75 to 80 F. ) than an image from a "contrasty"
negative which must be developed at lower temperatures (60 to 65 F. ).
Kodak recommends 68F. as the normal developer temperature.
The amount of time the print is left in the developer also
affects contrast since, in the later stages, the shadow areas tend to
develop more rapidly, but it has a much more pronounced effect upon
what is normally called exposure. Development time varies between 1
and 4 minutes, depending upon temperature and the desired darkness of
the print.
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Constant visual examination of the print while it is in the
developer is essential since it reaches and passes the point of
"perfection" very rapidly. As a general rule, the print must be
pulled from the developer and plunged into the stop bath as soon as a
true black is visible. The print will darken considerably in the fix,
but this effect will be negated by the effect of the selenium toner
(which will also increase the contrast). When toner is used there is
a direct correlation between the print as it appears in the developer
and its appearance when dry. When a toner is not used, there is a
correlation between the final print and the way it appears in the
fixing bath.34
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Too often, man opted for a relationship of power with himself
as the controlling power.
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This search seems to have no end. The structures that were
considered the basic foundation of matter are found to consist of even
smaller and more basic components. For example, the atom when
discovered was thought to be the elemental component of matter. Then,
it, too, was divided. Now, some of the atom's components have been
divided. And so it continues.
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photograph which is part of the visual thesis. See index of
illustrations .
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This is not to say that these are the only possibilities;
the artist need not be concerned with the viewers at all, for example.
I am only saying that these alternatives were my concern.
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"Snapshot" refers to pictures taken with a 35mni camera that
are characterized by common subject matter and a somewhat informal
atmosphere. It also connotes (for me) an affinity between the subject
and the photographer.
John Gardner, The Sunlight Dialogues (New York: Alfred A.
Knoph, Inc., 1972), p. 60.
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This section is a conglomeration of the thoughts and ideas
I had about photography during the year that I was working on the
thesis. I have tried not to polish them too much because I wanted to
preserve: (1) the sense that they are notes, and (2) the idea of
process (not all of the notes assume the same point of view, for
example). I feel the form of this section is congruent with the visual
thesis. It is consistent with the in-out approach of the photographer
(myself in this case) towards the subject matter and the conscious-
subconscious effect of the images on the viewer. One might say that
this chapter is concerned with a transition from the literal to the
poetic.
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These paragraphs relate to a discussion between Betty Hahn and
myself in which we discussed the quality of emotionalism in many of my
pictures. I think she was saying that Domestics I dealt with "puppy
love" (by which she meant an insubstantial emotion). My argument was
that people cannot subsist on intense emotions alone and that a full
range of emotions is necessary for survival. Small emotions have
implications vertically.
Change in temperature will also result in a color change in
the print. Print color can range from pink to brown to green casts.
This was not a consideration during my project since the selenium
toner will produce the same color no matter what color cast the print
has before toning. (This is not true if different developers are used.)
3Z.
As of this date it has been rumored that Kodak is ceasing to
manufacture Kodalith Ortho Paper.
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